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Abstract 
 Identity is dynamic in nature. In 1990s Hong Kong, hybridity of the East and the 
West was predominant in terms of Hong Kong identity. Thus, modern dance works 
that blended the oriental and the western techniques went unexpectedly popular 
overseas. In the 2000s, however, the shine went off in the wake of China's Open Door 
Policy that lit up the economic development and intercultural exchange. Meanwhile, 
Hong Kong people were granted the national identity along with the handover issue. 
But it remained skeptical of whether Hong Kong people saw themselves Chinese or 
Hongkongese. Because of the shrinking attractiveness of Hong Kong to foreigners, 
there was an overt disconnection of modern dance works between the old and the 
young generations of choreographers. To regain the lost advantage, young 
choreographers have to keep touring over the world so as to re-run their works and 
promote Hong Kong culture. Sadly, the Hong Kong government does not seem very 
helpful in searching touring chances for the young choreographers due to the lack of 
cultural policies. In this regard, some local arts groups, such as CCDC, therefore took 
up the responsibility for that.  
This paper studies how young choreographers today promote their works of 
Hong Kong overseas and compares the top-down support from the government and 
bottom-up support from CCDC in assisting these choreographers in quest of touring 
opportunities. The author had in-depth interviews with four young choreographers 
and three established choreographers in order to find out how the choreographers 
defined and presented the notion of Hong Kong identity in their dance works, how 
they seized touring opportunities, and how much the Hong Kong government and 
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CCDC had assisted them respectively. Findings show that the young choreographers 
considered everyday life and personal experiences as Hong Kong identity in this era. 
More interestingly, they had become more aware of the notion after the Umbrella 
Movement happened in 2014. Yet, they encountered difficulties in seeking touring 
chances and applying for government grants. Nevertheless, they could seek advice 
and chances from CCDC. Hence, the government and CCDC are said to be a 
complimentary pair in assisting young choreographers promoting their works. 
 
Keywords: Hong Kong identity; cultural exchange policies; touring opportunities; 
modern dance choreographers; top-down support; bottom-up support 
 
 
 
 
  
   4 
1. Introduction 
The notion of Hong Kong identity has always been mysterious and intriguing in 
Cultural Studies. Mathews (1997) once put forward the term heunggongyahn (Hong 
Kong people) to delineate the identity of being Hongkongese at around the time of the 
handover of Hong Kong from Britain to China. According to the data collected, 
Mathews (1997) remarked two significant stances of the handover issue: Hong Kong 
is apart from China and Hong Kong is a part of China. In other words, Hongkongese 
is somewhat a mix of Chineseness and Westernness, such as “Chineseness plus 
affluence” or “Chineseness plus democracy”, which was brought by the colonialism 
of Britain in Hong Kong. Therefore, hybridity was a key feature in Hong Kong 
identity in the 1990s before the handover.  
Despite the fear of the handover for most of the Hong Kong people, surveys 
showed that, according to Mathews (1997), the percentages of respondents of whether 
they thought of themselves as “Hongkongese” in 1986 and 1996 dropped by 10 
percent, while other surveys even showed the percentages of “Chinese” increased by 
at least a few percent. This means that Hong Kong people back then found it easier to 
accept the Chinese identity. Nevertheless, those who regarded themselves as 
“Hongkongese” still outnumbered those as “Chinese”.  
 
So, does the above uniqueness of Hongkongese still exist after the handover, 
beyond 2000? According to a POP Poll done in June 2012, it was found that the score 
of regarding oneself as Chinese hit a new low, 6.99 out of 10. In addition, the score of 
respondents aged below 30 plunged to 5 out of 10. In the same poll, it was reported 
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that only 18 percent of respondents would claim themselves Chinese, comparing to 46 
percent Hongkongese (Apple Daily, October 2012). Akin to Mathews’ study, these 
results suggest that people who claimed themselves as “Hongkongese” still 
outnumbered those as “Chinese” after a decade. But the difference between the two 
sets of results is the decreasing trend in identifying oneself as “Chinese” in recent 
years.  
 
 Thanks to the complexity of Hong Kong identity, the notion has been used as a 
theme in art works. In modern dance works, a number of established choreographers, 
for instance, Yuri Ng and Mui Cheuk Yin, have also attempted to add “Hong Kong 
identity” in some of their renowned dance works (e.g. Boys’ Story and Eulogy) to 
express their emotions when the handover was approaching back in the 1990s. This 
kind of theme, which was expressed through modern dance, was extremely new to 
foreigners – a political topic happened in Asia with western dance techniques. In time, 
this sort of hybridity in dance works became unique to Hong Kong and thereby 
unexpectedly popular overseas, according to Mui Cheuk Yin in an interview with the 
author. At this point, the uniqueness of hybridity in Hong Kong identity found in 
dance works aligned with Mathews’ depiction in his paper (1997).  
 
 Today in the millennium, however, the hybridity in Hong Kong identity has no 
longer been accentuated in modern dance works of the young generation of 
choreographers, and so has the theme of political issues – such a theme tends not to be 
in the mainstream anymore among the young choreographers. Instead, these young 
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choreographers espouse themes that are related to daily lives. In other words, the 
Hongkongneseness in their dance works is nothing more about hybridity and has 
become more abstract in nature. This change reflects a deviation from what Mathews 
(1997) described in the 1990s. Nevertheless, is this new type of theme related to daily 
lives in Hong Kong a new form of uniqueness in Hong Kong identity? More 
interestingly, some young choreographers started to inject elements associated with 
the Umbrella Movement happened in 2014 into their dance works. Then, can the 
impact of the Movement represent a new form of Hong Kong identity? If so, how 
could the young choreographers promote their works that represent the contemporary 
Hongkongeseness when everything has changed drastically after 2000?  
 
  Regarding the debate how young choreographers promote modern dance 
works of Hongkongeseness, unfortunately, the Hong Kong government plays a very 
limited role in it. This means the government lacks intention to help promote this kind 
of works owing to the absence of cultural policy. Hong Kong has been depicted as a 
territory having no cultural policy at all. Before the handover in 1997, the colonial 
government favoured laissez-faire policies or positive non-interventionism approach 
in developing arts and culture in Hong Kong. Apparently, because of the nature of the 
laissez-faire policies, government bodies (the Recreation and Culture Branch and the 
two Municipal Councils) back then advocated minimum intervention on arts and 
cultural development so that freedom of creativity could be retained. Thus, they were 
mainly responsible for running and administrating cultural affairs in Hong Kong 
through funding, venue provision, programming and sponsorship. In fact, however, 
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scholars like Ku and Tusi (2008) and Ooi (1995) criticized the laissez-faire policies 
and non-interventionism approach were just an excuse for the government not to have 
an official cultural policy because development in economic sectors was always 
prioritized in government agenda. Thus, the budget for arts and cultural development 
was very tightened, although there was not much restriction on art forms and 
creativity.  
Despite the lack of government support in arts development, there have been 
plenty of enthusiastic choreographers who very much want to promote their works. 
Yet, things could hardly be achieved without the support from the government. 
Choreographers could only sort things out by themselves, which is literally less 
effective and eventually impedes the arts development. In this regard, it seems 
inevitable for arts troupes in the dance sector such as City Contemporary Dance 
Company to take up a proactive role in promoting dance works not only for 
themselves, but also for independent choreographers.  
 
City Contemporary Dance Company (CCDC) was set up in 1979 and is now one 
of the nine major performing arts groups in Hong Kong. It is regarded as a pioneer 
and the first full-time professional dance company devoted in modern and 
contemporary dance in the territory. Led by Willy Tsao, works of CCDC were 
charaterised a new style of Hong Kong Modern Dance which blended the East and 
West dance elements. Therefore, CCDC has always been a representative of Hong 
Kong to promote the local culture through dance performances overseas. Other than 
that, CCDC has been fostering local young choreographers by providing them various 
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kinds of support and performance chances.  
This research paper therefore studies how modern dance choreographers portray 
Hongkongeseness in this era and how they promote their works overseas. On top of 
this, top-down support from the Hong Kong government and bottom-up support 
particularly from CCDC will also be contrasted and discussed. There are three main 
research questions alongside: (i) how do choreographers define and present the notion 
of Hong Kong identity in their works? (ii) how could choreographers find touring 
opportunities in order to promote their works overseas? (iii) what are the roles of the 
government and CCDC in supporting choreographers? To present the findings more 
effectively, this paper is going to compare two generations of local choreographers – 
established and young.  
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2. Literature review 
2.1 Hong Kong identity  
 As a matter of fact, it has long been bizarrely challenging for Hong Kong people 
to identity their national identity during the colonial time – although Hong Kong was 
under the British sovereignty, Hong Kong people were neither Chinese nor British 
(Mathews, 1997). With the handover in 1997, there was no doubt Hong Kong people 
were granted the national identity. But, as Mathews (1997) stated, cultural identity of 
Hong Kong people is more complex – “who Hong Kong’s people believe themselves 
to be, rather than who the nation that governs them says they are” (p.114).  
 So, when did the term Hongkongese or Heunggongyahn emerge? As early as in 
the 1920s in the colonial past, Chinese in Hong Kong were depicted as mute victims 
who were suppressed by the British because the British belonged to the ruling class. 
Thus, it was historically written that very few Chinese engaged in public parts in the 
development of Hong Kong. It was not until the 1960s did the Hong Kong identity 
emerge – the 1960s was the time when the Chinese in Hong Kong were still very 
attached to China and rejected the ruling of Britain as reflected in the riot in 1967. 
These Chinese, on the contrary, just deemed Hong Kong as transitional home only.  
 By the late 1960s and 1970s, people of the post-war generation who were born in 
Hong Kong reached adulthood and they saw Hong Kong as their home. A sense of 
Hongkongese emerged since then, which is crucial in defining the term cultural 
identity. Because of the new emergence of Hongkongese, this generation of people 
began to realize the difference between Hong Kong and Communist China. Mass 
media back then also helped shape the mindsets of Hong Kong people as 
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Hongkongese or Chinese. On one hand, the media stressed on affluence, capitalism, 
democracy, human rights and laws which were all western values being executed in 
Hong Kong; on the other hand, it stressed nationalism and patriotism that implied the 
love of China by Chinese. The people in Hong Kong were somewhere in between: the 
Tiananmen demonstrations drove this group of people to feel like Hong Kong is apart 
from China; whilst the Diaoyu Islands issue Hong Kong is a part of China (Mathews, 
1997). As a result, a new Hong Kong identity was formed with a strong scent of 
hybridity. In other words, Hong Kong people began to identify themselves with a kind 
of special Hongkongeseness drawn from the difference between Hong Kong people 
and mainlanders. To put it simple, this Hongkongeseness was equivalent to 
Chineseness plus, for example, Chineseness + affluence; Chineseness + English; 
Chineseness + democracy. All in all, Hongkongeseness = Chineseness + Westernness 
(Mathews, 1997). 
  One point should be noted is that the interviewees in Mathews’ study were from 
the middle class. Hence, the Hongkongeseness was predominately defined as 
Chineseness plus affluence and wealth – these people regarded money and freedom to 
consume as the essence of Hong Kong identity as opposed to that of China. 
Conversely, political ideals such as democracy, human rights, and the rule of law were 
considered as a fragile basis for Hong Kong identity because it was claimed that Hong 
Kong people in the 1960s and 1970s were apolitical. Thus, Mathews (1997) candidly 
pointed out the possibility of the disappearance of Hong Kong democracy, rule of law 
and human rights after the return of Hong Kong to China because the Hong Kong 
identity just got a very short history. He also warned if China took away Hong Kong’s 
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democracy, Hong Kong’s prosperity would go off as well. If this happened, the 
autonomous identity of Hong Kong’s people would also vanish. 
 
2.2 Cultural policy in arts development in Hong Kong 
2.2.1  Hong Kong Arts Development Council  
 The Hong Kong Arts Development Council (ADC) was a statutory body 
established by the government in 1995. It was set up to even out the authority of 
Urban Council before the handover. Since then, ADC has got the authority to provide 
arts grants. In this regard, Chin (2008) made a sparkling note that the terms of 
reference of ADC, as a public body, were very comprehensive. Theoretically, ADC 
functions like a Cultural Department that it was able to offset the over-authoritative 
Urban Council, provided that it had enough government subventions. ADC aims at 
strategic planning, arts promotion and grant allocation for arts development. Besides, 
it is responsible for proposing policy recommendations, voicing out for arts, 
enhancing public participation and so on. However, ADC does not organize any arts 
events – it only provides funds to artists or art groups. Interestingly, ADC is the only 
public body that comprises ten members elected by various arts constituencies (Chin, 
2008; Hong Kong Arts Development Council, 2015).  
 
 ADC receives subvention from the government annually. In 2014/15, ADC was 
granted $128.5 million, which took up only four percent of the total provision for arts 
and culture, which was accounted $3.5 billion in total (Home Affairs Bureau, 2015). 
Anyhow, with the sum of subvention, ADC supports arts groups and independent 
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artists through different grant schemes: Project Grant, Multi-project Grant, One-Year/ 
Two-Year/ Three-Year Grant and so on. In particular, One-Year Grant aims to assist 
new arts groups to run and manage their companies in a professional manner through 
production and administrative support. Three-Year Grant, on the other hand, supports 
professional arts groups in long-term development and aims to foster the groups to be 
in a leading position, such as flagship arts groups, so as to raise the artistic level of 
Hong Kong and to inspire other new companies of their development. Yet, corporate 
governance is essential if arts groups wish to apply for the recurrent grant schemes 
(Chin, 2008; Hong Kong Arts Development Council, 2015).  
 Ideally, ADC wished to aid arts groups to become match-maker organisations or 
to provide match-making services through One-Year and Three-Year Grants. Sadly, 
owing to the government’s reluctance to expand ADC’s subvention, the plan was in 
vain in the end (Chin, 2008). 
 
 In spite of being a statutory body in charge of the holistic development of arts in 
Hong Kong, ADC has encountered a number of difficulties and challenges, such as 
inadequate subvention and insufficient power amongst other government institutions 
that hinders arts promotion in the territory (Chin, 2008). Moreover, with limited 
money but increasing applications for grants, ADC could only distribute less to each 
individual to cater all applicants, which consequently disappointed the artists. 
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2.2.2  Home Affairs Bureau  
 In theory, Home Affairs Bureau (HAB) was anticipated to function as an 
‘ultimate Cultural Department’ to centralize all sorts of cultural policy proposals. 
Unfortunately, the idea was not exercised after the handover (Chin, 2008).  
 Nonetheless, HAB engages in couples of policy responsibilities, including social 
harmony and civic education, district, community and public relations, recreation, 
sport and entertaining licensing, and culture. Principally, it is able to formulate 
holistic cultural policies in Hong Kong. However, as Chin (2008) pinpointed, HAB 
indeed has limited authority that it is only responsible for arts and cultural and 
intangible cultural heritage. Thus, it mainly allocates government funding support to 
the culture and arts development on behalf of the government.  
 
2.2.3  Leisure and Cultural Services Department 
 Leisure and Cultural Services Department (LCSD) inherits the duties in arts and 
culture from Urban Council and Regional Council since 2000. Before 2000, Both 
Urban Council and Regional Council were in charge of arts space and venues and the 
majority of cultural arts events in Hong Kong (Chin, 2008). Even so, however, LCSD 
is not a policy-maker because it is subjected to HAB and is not a policy-making body. 
In other words, LCSD can only organize district cultural arts events. It can also invite 
overseas arts groups to tour in Hong Kong, but it cannot send arts groups of Hong 
Kong to any cultural exchange programmes.  
 In 2000, LCSD took up the work of Urban Council and Regional Council and it 
aims to improve arts company management and advocate privatization or 
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corporatization to funded arts companies. Some current major performing arts groups 
such as Hong Kong Dance Company and Hong Kong Repertory Theatre were funded 
by LCSD and are now corporatized, running as corporates on their own. Other 
missions include artist-in-residence scheme, programme partnership scheme and 
cultural ambassadors scheme. At present, it is the Cultural Presentations Section (CP 
Section) that promotes arts and culture in Hong Kong in the name of LCSD. It also 
seizes performance chances and venues for new artists and arts groups (Chin, 2008; 
LCSD, 2015).  
 
2.2.4  The rise of cultural exchange before and after 1997 
 Chin (2008) stressed that cultural exchange was vital for artists because the 
artists could obtain touring chances and expand their networks and audiences to 
sustain their living. According to Chin (2008), cultural exchange first occurred in the 
late 1980s, stimulated by the handover issue. But it was not quite effective because of 
the sustainability and the lack of arts archive at that time. Chin (2008) criticized Hong 
Kong has long lacked arts archive to document the arts works and research when arts 
works were blossoming at that time. This subsequently has led to the sustainability 
problem between two generations of artists – the younger generation had no clue to 
trace back the works and research of the older generation. On top of this, government 
apathy was another reason for the ineffectiveness of cultural exchange. During the 
colonial time, there were once a cold war between the East and the West and 
simultaneously a civil war within the Communist Party in China. To remain politically 
neutral, therefore, the Hong Kong government avoided initiating any official cultural 
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exchange. It only purchased overseas works so as to promote western arts or 
subsidized art troupes to participate in cultural exchange. When the handover was 
approaching, however, the government was still very inactive in cultural exchange 
even when art troupes themselves already started cultural exchange and attempted to 
establish networks between Hong Kong and overseas artists (Chin, 2008). 
 Under One Country Two Systems after the handover, the Hong Kong 
government finally began to initiate official cultural exchange in the name of Hong 
Kong, China (Chin, 2008). Since then, the government makes regular contact with 
foreign consulates in Hong Kong through the signing of Memorandum of 
Understanding on Cultural Cooperation (MoU), and local arts groups for assisting 
outbound arts groups to perform in Hong Kong, for example, Le French May.  
The purpose of cultural exchange in this era is no longer for the handover issue, 
but for globalization that triggers the rise of indigenousness in Hong Kong so as to 
minimize the effects of cultural imperialism (Chin, 2008). Yet, there are still some 
difficulties in cultural exchange currently, for instance, the lack of cultural exchange 
policies and strategies and the lack of administrative staff in cultural management 
officers.  
 
 
2.3 Arts development in the dance sector: City Contemporary Dance Company  
 City Contemporary Dance Company is a modern dance company in Hong Kong 
founded in 1979 and has been led by the Artistic Director, Willy Tsao, since 1989. In 
1998, CCDC began to receive a three-year grant from ADC, which means it was 
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recognized as a flagship dance company in Hong Kong. Since 2012, CCDC has 
received the contestable fund from HAB and thereby has become one of the nine 
major performing arts groups in Hong Kong.  
 CCDC has been influential and has contributed a lot in the development of dance 
in Hong Kong. Lau (2004) commented CCDC is ‘the first and an important part in 
Hong Kong’s modern dance development… for choreographic and technical 
development in this dance type’ (p. 18). In fact, CCDC not only provides ordinary 
dance classes ranging from modern dance to ballet, jazz and Chinese folk dance, but 
also assists middle and small sized performing companies to prepare their 
performances, providing them with administrative and technical support, such as 
rehearsal space, promotion, lighting and sound effects (Hong Kong Dance Sector 
Joint Conference, 2000).  
 Thanks to the several ten years of history, CCDC has produced tremendous 
dance works. The themes of works varied in different stages of the company 
development though. Led by Helen Lai in the 1980s, CCDC tried to produce works 
with Hong Kong characteristics that blended the East and the West dance elements for 
the sake of expanding the audiences. Until the 1980s, Willy Tsao challenged such 
characteristics, claiming the characteristics “might easily be neither Western nor 
Chinese, if not unconventional for unconventional sake” (Lau, 2004, p. 25). Hence, 
works of CCDC thereafter no longer focused on the theme of hybridity. On the other 
hand, personalities were stressed in choreographies, which later on became the major 
theme and style of CCDC choreographies from the middle to late 1980s. That is why 
dance works of CCDC are found being filled with individual development of each 
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choreographer’s unique quality and diversity. Such works tend to be more abstract and 
personal that choreographers rarely touched on social issues (Lau, 2004). But then, a 
twist occurred in 1989 due to the June Fourth Incident in China, which had inspired 
choreographers to produce dance works of social issues. Since then, “movements are 
not limited to the abstract emotions they registered, they can also be connotations in a 
particular society” (Lau, 2004, p. 54). 
 
2.3 Modern dance choreographers in Hong Kong 
 There have been four generations of modern dance choreographers in Hong 
Kong. The first generation includes Helen Lai and Willy Tsao, who created and 
introduced modern dance into Hong Kong. This generation of choreographers were 
trained outside Hong Kong but worked out their own styles and directions in Hong 
Kong. The second generation refers to the first batch of graduates from the Hong 
Kong Academy for Performing Arts (APA), CCDC and professional dance companies 
in Hong Kong. They were brought up in a more mature environment of modern dance, 
received primary education of dance in Hong Kong, and then went abroad for 
advanced studies. These choreographers include Mui Cheuk Yin, Pun Siu Fai, Yuri Ng, 
Jacky Yu and etc. They were all independent and “gave complete reticles or concerts 
using their own styles” (Hong Kong Dance Sector Joint Conference, 2000, p. 296). 
The third generation of choreographers grew up in a number of small sized modern 
dance companies that emerged in the early 1990s and were led by the first and second 
generations of choreographers. Examples of the small sized modern dance companies 
are E-Side Modern Dance Company founded by Jacky Yu in 1988 and Y-Space by 
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Victor Ma and Mandy Yim in 1995 (Hong Kong Dance Sector Joint Conference, 
2000). Finally, the fourth generation, also known as the young generation, refers to 
the graduates from the Dance Department of APA in the 2000s. This generation shows 
salient disconnection from the first to third generations of choreographers because 
they had been exposed to many local and overseas choreographic opportunities 
provided by APA before graduation (Qu, 2014). This generation of choreographers is 
deemed as more international and open-minded owing to the mounting international 
instructors in the academy. In the meantime, HAB, LCSD and ADC had increased the 
size of funds. Thus, these young choreographers are depicted as more experienced and 
insightful and their works display a wide range of themes that are more diversified 
and versatile (Qu, 2014).  
 
2.4 Hongkongeseness in dance works  
 Glancing all the reviews in Dance Journal HK of recent years, interestingly, it is 
extremely hard to find any works of Hongkongneseness produced by CCDC. This 
observation conforms to Lau’s (2004) depiction mentioned in the previous section that 
CCDC focuses a lot on personalities expressed in choreography. This is probably a 
reason why there is a lack of such a theme in works of CCDC in this decade as well. 
Nevertheless, there are ample works of Hongkongeseness produced and presented by 
other choreographers and dance companies. 
 
2.5 Application for funds in the dance sector 
 Plenty of literature reviews on the types of arts funds and policies have been 
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discussed in the preceding section. In this section, only the funds in the dance sector 
are studied. Akin to the previous section, choreographers mainly apply for funds and 
grants from ADC and HAB for cultural exchange. They need to submit a proposal and 
a financial budget three months before, but they are not guaranteed whether their 
applications are successfully approved (Chan, 2014). Besides, there are other 
problems with the funding policy in the current dance sector. Firstly, the funding 
policies have been criticized as too production-oriented that experimental projects are 
always rejected. This literally induces great pressure on young choreographers when 
they want to improve their works. Secondly, the policies seemingly favour newcomers 
only. For example, the two-year Springboard Grant of HAB allows applicants to apply 
once only. Other funding agencies also prefer something new in every application. As 
a matter of fact, this sort of pseudo-fairness indeed impedes the sustainability of dance 
works on the contrary because a mature work requires an ongoing development of its 
idea. Yet, funds and grants on experimental works are very limited. Last but not least, 
heavy administrative procedures have scared especially the independent 
choreographers off. Many of the independent choreographers have a few jobs in hand. 
So, they officially do not have much time to deal with administrative work such as 
writing proposals and setting up companies to fulfill the requirements of the 
application (Bergspitze, 2014; Chang, 2015). 
 
2.6 Supports from CCDC 
  According to Lau (2004), CCDC has been providing different means to support 
both independent choreographers and small sized dance companies. One of the 
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greatest supports is the rehearsal space – CCDC utilized its rehearsal space with 
administrative set up and technical resources for choreographers to work on their 
productions and rehearsals, as well as to re-run their previous works. What is more, 
CCDC has provided bountiful opportunities for newcomers to present their works at 
the CCDC dance theatre. Choreographers are welcome to join CCDC’s cultural 
exchange programmes as well (Lok, 2012).  
 
  
   21 
3. Methodology 
 This research paper focuses primarily on promoting arts works in the dance 
sector in Hong Kong. As mentioned, there are three main research questions: 
(i) How do choreographers define and present the notion of Hong Kong 
identity in their works?  
(ii) How could choreographers find touring opportunities in order to promote 
their works overseas?  
(iii) What are the roles of the government and CCDC in supporting 
choreographers? 
 
To elicit factual and authentic data that can literally portray the current situation in the 
dance sector, the author carried out in-depth interviews with seven local modern 
dance choreographers, four of which – Rebecca Wong Pik-kei, Elaine Kwok Hui-ling, 
Cyrus Hui Chun-kit and Hugh Cho Tak-po – belong to the fourth generation (young) 
and three – Yuri Ng, Mui Cheuk-yin and Victor Ma Choi-wo – the second generation 
(established) (see Appendix 1). All of the choreographers are independent artists 
except Victor Ma, who is the Artistic Director of Y-Space. In addition, Cyrus Hui, 
Hugh Cho and Yuri Ng have started their own dance companies while working 
independently. Mui Cheuk-yin, on the other side, has been one of the council 
members in ADC serving the dance sector. Therefore, these choreographers are more 
than choreographers – they have various and precious personal experiences that could 
make the findings more sound, versatile and realistic. Apart from the choreographers, 
the author had an interview with Raymond Wong, the Managing Director of CCDC, 
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to grasp a full understanding of the work done by CCDC. 
 After the interviews, transcripts were produced and codes of the research 
questions were set for the content analysis – the author retrieved meaningful 
information in an attempt to answer to the three research questions in the next step. 
Because of limited space, bibliographies of the choreographers such as works, themes 
and touring information are listed in Appendix 2.  
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4. Findings and discussion – how do modern dance choreographers promote 
their works? 
4.1 How do choreographers define and present the notion of Hong Kong identity 
in their works? 
This section refers to the first research question. To examine how Hong Kong 
choreographers promote their works of Hongkongeseness, first of all, it is essential to 
explore the notion of Hong Kong identity defined by the established choreographers 
of the 1980s and the young choreographers of the 2000s.  
 
4.1.1  What is Hong Kong identity? 
 All of them expressed it is never easy to define Hong Kong identity. 
Nevertheless, they attempted to make an answer. Yuri Ng, as an established 
choreographer, began by stressing on the differentiation of cliché Hong Kong identity. 
He said before 1997, the cliché Hong Kong identity was represented by references 
like the sailboat on Victoria Harbour, Kung Fu and the Peak in dance works. Besides, 
identity was a hot topic due to the handover back in the 1990s. However, he observed 
these references and the enthusiasm about identity had faded out after 1997 and has 
no clue on the contemporary Hong Kong identity. On the other side, Victor Ma and 
Mui Cheuk-yin reckoned Hong Kong identity was hybrid and diversified. Ma stated 
the identities of Chinese, Hongkonese and British National Overseas were very 
original because Hongkongese was a mix of the East and the West. Mui Cheuk-yin 
also pointed out Hong Kong had been filled with diversity derived from the freedom 
in creativity. The opinions of Ma and Mui’s kind of align with Mathew’s (1997) 
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description on Hong Kong identity before the handover – hybridity.  
In terms of the present Hong Kong identity, most interestingly, both established 
and young choreographers concurred that the present Hong Kong identity came from 
personal experiences in everyday life. Both Hugh Cho and Victor Ma further 
explained they did not need to deliberately add elements of everyday life into their 
dance works – the elements are already there because they were born and raised in 
Hong Kong; they live in Hong Kong; they experience in Hong Kong. Rebecca Wong 
shared the similar point of view, claiming being a Hongkonger is more than enough to 
present the notion of Hong Kong identity in her works because the elements of 
Honkongeseness somehow already sneak into what she has done. But then, Hugh Cho 
and Victor Ma coincidentally added sincerity to society together with being born in 
Hong Kong is of utmost importance. Sincerity to one’s society, according to Cho and 
Ma, means how much one cares about his or her society, being true to oneself and the 
society.  
 When the choreographers were asked whether political elements are important in 
contributing to Hongkongeseness, Elaine Kwok disagreed and wondered why 
choreographers had to bind to politics while choreographing because to her, this act 
would definitely impede her creativity. In contrast, Cyrus Hui disputed politics can 
somehow reflect the situation in Hong Kong, for instance space, life, and environment. 
Hugh Cho, on the other side, admitted his works are political, as he prefers 
choreographing themes of Hong Kong.  
  Lastly, there is a noteworthy point summarized from the transcripts: a new form 
of Hong Kong identity apparently started to emerge after the Umbrella Movement 
   25 
occurred in 2014. Mui Cheuk-yin commented on the Movement, claiming there was 
increasing awareness of Hong Kong identity lately – people now started to re-think of 
the notion. The young choreographers showed similar responses to this established 
choreographer. Rebecca Wong and Elaine Kwok stated they would consider adding 
elements of the Movement into their future works. Wong added she really began to 
re-think the identity issue and had observed overseas producers were suddenly 
concerned about the political situation of Hong Kong again. Meanwhile, some works 
of the Movement have already emerged in the dance sector. For example, Cyrus Hui 
and Hugh Cho have already choreographed Umbrella Man and Chapter 928 
respectively, talking about the Umbrella Movement and freedom. 
 In short, the established choreographers associated Hong Kong identity with 
hybridity, diversity and oriental references, which were representative enough in the 
1990s. These references are in line with what Mathews (1997) portrayed. However, in 
this era, there is a rather different picture on Hong Kong identity. Although the young 
choreographers share different opinions, the most popular one is that the identity 
comes from everyday life with personal experiences. Most importantly, a new form of 
identity has emerged after the Umbrella Movement because the findings of how 
choreographers define Hongkongeseness are nothing to do with affluence and 
freedom to consume, which is opposed to Mathews’ (1997) observation in the 1990s.  
 
4.1.2  How do choreographers promote works of Hongkongeseness? 
 According to the interview done with Mui Cheuk-yin, works of Hong Kong 
identity were unexpectedly popular in overseas festivals in the 1980s – when China 
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was less open to the world to let modern dance in. Thus, the hybridity of Chinese 
dance and modern dance in the works of Mui’s was creatively new to foreign 
producers.  
 However, modern dance works of the young choreographers are no longer hybrid 
since the mix of the East and the West had lost its attraction already. As mentioned in 
the literature review, works nowadays tend to be more abstract in nature. So, how 
could the young choreographers promote their works of Hongkongeseness? Cyrus Hui 
and Hugh Cho coincidentally thought that choreography should stem from the 
audience angle. This means works should be less abstract and audience-centred. If 
works are too abstract, audience will probably find them difficult to understand, 
which is no good for promoting and developing modern dance works in the territory. 
Hence, both of them prefer choreographing with something happens around them in 
their daily lives, which easily resonate with the audiences. Hui works on themes such 
as humanity and relationship; while Cho works on social issues in Hong Kong such as 
subdivided units. They both wished their works could move the audience to fall for 
modern dance someday in the future. 
 As an established choreographer, Victor Ma shared similar opinions with Cyrus 
Hui and Hugh Cho. He tends to engage audience in his dance works. What is different 
is that Ma focuses on site-specific works, where he can bring the audience closer to 
the environment to feel, to experience and to think at the site how the nature has been 
destroyed immensely because of economic benefits.  
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4.1.3  Current difficulties in promoting modern dance works in Hong Kong 
 There are a number of difficulties mentioned by the interviewees. The problem 
of sustainability, which was also put forward in the dance journal, was emphasized by 
both established and young choreographers in the interviews. Yuri Ng questioned the 
follow-up and continuity of a production because it is a waste if a second chance of 
the same production is not given. Mui Cheuk-yin also stressed the sustainability of a 
dance work had been a serious problem in Hong Kong. Akin to Ng’s point of view, 
Mui pinpointed there had been a pile of immature works in Hong Kong because 
choreographers were not granted any chances to re-run their works or to improve 
them. Otherwise, Hong Kong would have produced tremendous works of high quality.  
Rebecca Wong made a similar note as well. She admitted she had not got any 
other chances to re-run her works. What is worse, her audiences were limited. Even if 
she had a second chance to re-run, the same old work would neither attract new 
audience nor retain the old audience. She therefore concluded she needed touring 
chances indeed to further improve her works. Cyrus Hui added government bodies 
like the CP Section of LCSD was rotated with its staff periodically. That means the 
majority of staff is not motivated in organizing events in the long run, which in return 
affects the sustainability of dance works as well. 
 
As Chin (2008) observed, there is currently a lack of cultural management 
officers. The interviewees specifically appended there is a lack of match-makers in the 
dance sector. According to the interviewed choreographers, match-makers, such as 
producers, agencies and managers, are helpful in making connections and networks 
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for the artists, as well as marketing, packaging and selling the works of the artists. 
Cyrus Hui continued, even if there were some independent producers, they were 
mainly project-based – the relationship was over when the work was over, which was 
ineffective in developing and promoting dance works. Victor Ma, on the other hand, 
argued there was always not enough manpower to run a small sized dance company, 
let alone to bridge connections and networks. Therefore, he desperately wished there 
would be match-makers in the dance sector to ease the tough situation. Otherwise, his 
company could hardly survive if he failed to make connections or networks.  
Basically, the ADC attempted to work as a match-maker in the past. According to 
Chin (2008), ADC proposed to reform in the earlier years after established. 
Unfortunately, the government refused to subsidize so that ADC could only focused 
on partnership programmes. But then, the business sector just deemed ADC as a free 
match-maker and an event organizer, triggering fierce competition for interests 
between ADC and arts agencies. As a result, ADC withdrew from such programmes. 
 The above two difficulties are found conformed to the depictions in the literature 
review. Yet, the interviewed choreographers have raised other noteworthy difficulties 
as well. First, Cyrus Hui, Hugh Cho and Victor Ma reiterated the failure of audience 
building in modern dance. Hui and Cho blamed on the mainstream themes that are too 
abstract and too detached from society. Cho noted very few works talked about or 
explore, for example, Hong Kong history, and challenged if abstractness the only 
element in terms of aesthetics of dance. In light of this, Hui suggested starting 
choreographing with social issues that are easier for the audiences, while Cho 
encouraged choreographers to think out of the box and not to be bound by personal 
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feeling when choreographing. On the other side, Victor Ma blamed on the dance 
education which is not popularized in primary and secondary schooling, leading to 
ignorance of dance aesthetics and limited audiences.  
 Second, Hong Kong is losing its attractiveness to foreign markets. Mui 
Cheuk-yin stated the Hong Kong government had long been extremely inactive in 
promoting dance works overseas. She revealed foreign presenters were not interested 
in Hong Kong anymore after the handover particularly in the 2000s. Instead, they 
tended to shift the focus to the China market, which has been economically open to 
the world in the recent decades. As a consequence, the current situation in Hong Kong 
is a vicious circle – choreographers compete against each other within Hong Kong 
and find no way-out to promote in overseas markets. Similarly, Cyrus Hui noticed the 
same trend that the impression of Hong Kong in foreigners’ eyes was getting blur – 
Hong Kong is nothing special at all. He claimed his foreign friends now preferred 
touring in Beijing, Shanghai, Taiwan and Guaungdong; Hong Kong was not even on 
their list. 
 Third, the HKAPA is too short-sighted. Yuri Ng observed that the academy 
environment tends to encourage students to work stably at theme parks or studios, 
rather than to work independently and insightfully. Hugh Cho, as an APA graduate, 
pinpointed APA isolated itself from the outside world – it does not make connection 
with any local dance companies. Thus, students basically do not know what the 
market out there looks like, and not to mention working as choreographers and 
promoting dance works. 
 Last but not least, flagship dance companies fail to promote local young 
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choreographers as well as their works. Two established choreographers, Mui 
Cheuk-yin and Victor Ma had discovered the failure. Ma commented flagship dance 
companies received the contestable funds from HAB and hence they should have 
bountiful resources to do well in marketing, promoting and networking for the sake of 
dance development in Hong Kong. However, he did not see any effective outcome. 
Meanwhile, Mui reiterated promoting and fostering local young choreographers and 
their works was the responsibility of the flagships. Yet, Hong Kong Ballet and Hong 
Kong Dance Company seem not to have done their best in this aspect.  
 
  
4.2  Cultural exchange and touring opportunities – promoting dance works 
overseas 
 This section refers to the second research question associated with cultural 
exchange policies – to what certain extent could the choreographers seize chances to 
cultural exchange and touring to promote their works? Comparison between the two 
generations of choreographers is made in the following.  
 
4.2.1  How did established choreographers seize the touring chances back then?  
 Mui Cheuk-yin recounted that she got touring invitations simply because of the 
handover issue. She had her first touring in 1994, when European festival directors 
only eyed on works from Japan and Korea. Her chance came when a director from 
Belgium launched an event for the handover issue, inviting choreographers from 
China, Hong Kong and Taiwan. That was how Mui was selected for the event. She 
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remarked after being invited in the first step, she got her second, third and many more 
chances subsequently. She explained there were lots of curators attending those 
festivals too and they were all appealed to the new Asian works. Since then, she got 
another touring chance in another place once she finished performing. Therefore, she 
literally relied on this sort of snowball networks and connections to tourings all over 
the world between 1994 and 1997. Sadly, Mui observed such a privilege of touring 
faded out when China opened its door to the international market – foreign curators 
and directors now zoom into China, not Hong Kong. No wonder young 
choreographers in Hong Kong are unable to enjoy the privilege.  
  
 Yuri Ng, on the other hand, shared a different story. He remembered he had his 
first touring opportunity in 1998, after he won in a choreography competition held in 
Yokohama, Japan. After that, he got invited to a French festival to perform the 
winning work, representing Asia. He expressed such a competition did help find 
touring chances even if he did not win because, similar to Mui’s narration, there were 
many curators and producers in quest of good works, not necessarily the winning 
works. Hence, he concluded competitions and tours helped line up connections and 
networks that enabled him to seize more chances thereafter.  
 Victor Ma also narrated similar comments on the importance of networks and 
connections through touring. He said his touring chances were recommended by his 
friends in the earlier time. Every time he toured, he made new connections, which 
granted him more touring chances afterwards. More interestingly, Ma launched 
iDance Festival in the name of Y-Space. This Festival helps connect with both local 
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and international artists. Thanks to the success of the Festival, other Asian cities also 
started their iDance networks, in which mutual invitation that triggers sound cultural 
exchange is enhanced.   
 
4.2.2  How did young choreographers seize the touring chances?  
 Similar to the past experiences of the established choreographers, all the four 
young choreographers also rely on connections and networks to seize touring chances. 
Utilizing the networks, Cyrus Hui invented a cultural exchange programme for his 
newly established dance company. Inspired by his experience in Europe, where he 
found touring packages to a few places at a time, he compromised with an overseas 
curator on sharing resources so as to minimize the cost. For example, he only brought 
one dancer with him and added in local dancers there so that he could save the 
transportation cost. While he was responsible for the production cost, his counterpart 
for the theatre. Once the tour finished overseas, on the contrary, Hui invited the same 
crew to tour in Hong Kong and shared the resources but in the reverse manner. 
Although this programme is still being experimented, Hui is satisfied with the 
feedback and the feasibility.  
 
 In addition to connections and networks, the young choreographers joined the 
cultural exchange programmes offered by local arts groups, such as CCDC and the 
Hong Kong Dance Alliance. Take CCDC as an example, CCDC recurrently organizes 
Beijing Dance Festival and Guangdong Festival and invites independent artists and 
small sized dance companies to participate. Sometimes, CCDC recommends other 
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festivals to artists as well.  
 To summarise this section, both the established and the young choreographers 
obtained touring opportunities for cultural exchange through connections and 
networks in the first place. A few of them stood out with different creative means, 
such as Victor Ma’s iDance Festival and Cyrus Hui’s principle on sharing resources. 
Most importantly, it is salient that none of these choreographers sought chances from 
the government. In other words, the government does not function as a match-maker 
bridging connections and networks for artists in terms of cultural exchange policies, 
which conforms to Chin’s (2008) argument in the literature review.  
 
 
4.3  The roles of the government and CCDC in supporting choreographers 
 This section refers to the third research question, which scrutinizes the mode of 
funds provided by the government (HAB, ADC and LCSD) and the complimentary 
role of CCDC.  
 
4.3.1  The role of the government  
 The Hong Kong government, regardless in the past or at present, mainly provides 
funding support to artists, as already mentioned by Chin (2008). According to the 
interviewees, they would apply funds from both HAB and ADC whenever they have 
cultural exchange and touring chances. They claimed that the Project Grant from 
ADC normally subsidized the production cost such as rehearsal fee, and the Grant was 
eligible for application three months before each tour. Cultural Exchange Project of 
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Arts Development Fund from HAB, on the other hand, mainly provides insurance, 
logistic and transportation fees, such as air tickets.  
 As for LCSD, it mainly organizes dance events locally. Comparing to ADC, 
Elaine Kwok reckoned LCSD itself searched the projects by inviting artists to join 
their events. By then, LCSD would provide resources such as arts venues, production 
cost and wages to choreographers and dancers. However, the box office would go 
straight to its pocket.  
 Yet, the choreographers coincidentally stated that simply the funds from the 
government were absolutely not enough. Hence, they also looked for other sources for 
funds, like partnership with overseas arts groups or festivals, which pay for the artist 
fee and accommodation fee (for details, see Appendix 2).  
  
 Discussing the application for funds and grants from the government, all the 
choreographers mentioned the difficulties they had in the processes and pointed out 
some of the limitations concerning the present cultural exchange policies. First of all, 
as Chang (2015) mentioned, heavy and complicated administrative procedures have 
pressured on choreographers. In particular, Elaine Kwok and Hugh Cho were 
disappointed by the unreasonable and chaotic administrative work of LCSD. Cho 
recounted he was invited to join the Community Cultural Ambassador Scheme of 
LCSD, but he was required to submit documents such as three original copies of the 
videos, posters, and leaflets. To Cho, the request was unreasonable to an independent 
artist like him because he lacked manpower and resources to work on such trivial 
tasks, reflecting LCSD not taking good care of independent artists. In the meantime, 
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both Cho and Kwok recalled the chaotic scene in the Dance Day organized by LCSD, 
that there was miscommunication between the Cultural Service Branch and Leisure 
Service Branch, leading to prohibition of certain locations for rehearsals and 
performances. Kwok thought it was ultimately due to the executive-led management 
structure in Hong Kong.  
 Second of all, some of the choreographers blamed the absence of Cultural 
Department in Hong Kong to coordinate the resources and etc. When explaining the 
importance of Cultural Department, the choreographers tended to compare the case in 
Taiwan to that in Hong Kong – The Ministry of Culture in Taiwan aims at pushing 
their artists overseas and making connections for them. However, the Hong Kong 
government just lacks this sort of strategy and long-termed goals in dance 
development. Furthermore, Victor Ma pinpointed the case in Europe where artists are 
deemed as professional and are protected by law. However, again, this is not the case 
in Hong Kong. This is why dancers in Hong Kong earn very little that is not protected 
by the Minimum Wage Ordinance. The explanation for the government not 
functioning as a match-maker is already listed in Section 4.1.  
 There are three other difficulties and limitations not included in the literature 
review. First, the approval of funds is always too late that leads to financial problems 
of some choreographers. The young choreographers, in particular, argued that they 
received the funds and grants in the last minute before the tours. Hence, they had to 
risk and pre-pay, for example, for the costly air tickets for the crew in the first place 
because they never wanted to miss any touring opportunities. What is worse is that 
they were not guaranteed whether their application would succeed. Thus, the whole 
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thing was extremely risky but they had no choice. This too reduces the flexibility in 
financing the budget.  
Second, budget reduction happens in most, if not all, of the application. Elaine 
Kwok wondered if tours to Europe or farther are honoured so that the government 
would cut less, and vice versa if tours to the mainland China and Asia. Kwok’s 
perception sounds plausible – Rebecca Wong claimed she was granted funds without 
much reduction for the tour to Iceland, while Cyrus Hui claimed his budget was 
greatly reduced for the tours to Malaysia and to Chongqing. In the end, 
choreographers had to seek other means for funds and to modify the budget. Hugh 
Cho added this sort of reduction is humiliating and disrespectful to choreographers, as 
if the choreographers did not need any money for living. This problem not only exists 
in the Project Grants of ADC, but also in One/ Two/Three-Year Grants of ADC. Victor 
Ma admitted ADC would not approve the exact amount in the budget. In order to run 
his company, he could only look for other sponsors and limit the expenditure. To 
account for such reduction, Chin (2008) emaphsized deficit funding was chiefly used 
in ADC in calculating the funds approved. This means ADC would only provide the 
difference between the income and the expenditure in a budget plan. Chin (2008) 
continued the pro of this kind of calculation is easier and could maintain the financial 
principles of non-profit organizations. But the con is what the choreographers 
complained – ostensible budget reduction. 
Lastly, a few choreographers raised out the problem of inadequate coverage of 
the Arts Development Funds – Cultural Exchange Project, offered by HAB. They 
disputed that the fund did not include the transition fees between countries, or the 
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artist fee, which would also results in similar problems as mentioned above, such as 
spending extra time to look for other sponsors and funds and financing themselves. 
 
Despite the limitations of funds from the government, some of the 
choreographers did appreciate the support. For instance, Mui Cheuk-yin expressed she 
enjoyed optimal freedom in choreography because the Hong Kong government never 
interfered the freedom of creativity. Victor Ma confessed the government had literally 
improved in supporting choreographers because, for example, there had been more 
varieties of funds. Back in the past, he claimed the government would not support 
much if the choreographer was not well-known enough. Yuri Ng and Hugh Cho 
coincidentally thought the government officially had abundant resources and had 
shown willingness to invest in arts development. But difficulties of looking for funds 
or support still exist because of other possibilities, such as heartless staff in between 
the government and artists. On the other hand, Cyrus Hui appraised the New Force in 
Motion Series organized by LCSD, which had fostered local young choreographers 
like Hui by providing them chances to polish their works. Besides, Elaine Kwok and 
Hui noticed that ADC had started to organize trips to overseas arts markets such as 
Seoul’s arts market – a new attempt to make connections for young choreographers. 
Ng admitted ADC had been discussing strategies that assist young choreographers to 
reach overseas producers and curators. Based on Ng’s remark, Mui, as a Council 
Member of ADC, introduced a number of upcoming and proposed plans and strategies 
of ADC to ease the mentioned difficulties and limitations of the Hong Kong 
government. The upcoming plans and strategies include ADC-led projects that 
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promote Hong Kong arts works overseas, network building that connects young 
choreographers to overseas arts markets and festivals – they have confirmed trips to 
Seoul focusing on performing arts and Europe focusing on dance – and the 
establishment of performing arts archive for academic research and development 
(R&D) purposes. On the other hand, the proposed plans and strategies include 
revision of the current funding schemes by implementing cultural exchange funds that 
is mainly used for cultural exchange and touring – it actually stems from the current 
cultural exchange projects among Hong Kong, mainland China, Taiwan and Macau. 
Moreover, ADC attempts to function as a match-maker, trying to recommend local 
festivals such as Arts Festival to purchase local works on top of international works.  
 
4.3.2  The role of CCDC 
 Raymond Wong, as the Managing Director of CCDC, stated the primary vision 
of CCDC right now is to develop modern dance in mainland China. Raymond also 
listed out four missions of CCDC. First, CCDC has to maintain its outstanding level 
of standard of its professional production. Hence, CCDC has to endeavor in marketing, 
branding and guest relations. Second, CCDC engaged in dance education and 
promotion in the public sphere, which is done by the Dance Centre. Third, CCDC 
strikes to promote Hong Kong in the name of so-called cultural ambassador through 
lots of touring and cultural exchange to share and introduce performing arts of Hong 
Kong to different audiences from different places. Finally, the mission is related to 
modern dance development in China. Therefore, they have been cooperating with 
China officers from time to time to organize events such as dance camp and 
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site-specific dance to promote modern dance and educate the public. However, 
Raymond claimed CCDC has no intention to function as a match-maker for 
independent choreographers for now. On the contrary, it focuses on audience building 
of modern dance production at the moment.  
 Even so, the interviewed choreographers expressed gratitude for how much 
CCDC had devoted in supporting them. Cyrus Hui admitted CCDC had been 
phenomenal in the development of modern dance. Mui Cheuk-yin concurred and 
added CCDC played a proactive role in fostering local, both established and young, 
choreographers. She raised some examples like herself, Yuri Ng, Daniel Yeung and 
Yang Yun Tao, claiming they were all well-trained by CCDC. In addition, Rebecca 
Wong and Elaine Kwok recognized CCDC humbly represented Hong Kong, instead 
of its company, to promote dance works of Hong Kong artists. In other words, Wong 
and Kowk’s perception indeed corresponds to the third mission listed by Raymond 
Wong. 
 
 So, what kinds of support has CCDC provided to the choreographers? Regarding 
the sustainability problem raised earlier, CCDC helps ease the problem by providing 
opportunities for young choreographers to re-run and polish their works, which aligns 
with Lok’s (2012) description. The interviewed choreographers have proved the 
usefulness of this means as well. Mui Cheuk-yin pinpointed CCDC had been 
insightful to provide timely opportunities for potential choreographers and that was 
how choreographers improved significantly. At present, Raymond Wong stated CCDC 
had organized tours to Beijing and Guangdong so that choreographers just basically 
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modified a bit of their works and then they could re-run their works again in the 
mainland. In this sense, CCDC really helps solve the sustainability and the 
market-being-too-small problems. Rebecca Wong affirmed the usefulness of such a 
scheme, saying that CCDC had definitely provided ample chances for her to improve 
and to experiment her works with subsidies. Indeed, Mui remarked CCDC did not 
have the responsibility to help promote young choreographers and their works, so did 
Elaine Kwok and Cyrus Hui, claiming CCDC had actually done a lot of extra work, 
which is supposed to be done by the government instead.  
 Another kind of support is the provision of arts space – Studio 7 – for 
choreography, which was also reported in Dance Journal HK. In reality, Studio 7 is 
surely a big support for independent choreographers. The interviewed young 
choreographers were appreciated that they could rent a studio to choreograph at only 
one dollar per hour without much complicated administrative procedure. Therefore, 
Studio 7 really helps ease the problem of arts space with the tightened budget.  
 On top of the above supports mentioned in the literature review, there are some 
more supports out there. Raymond Wong reiterated CCDC could informally give 
advice in the form of mentorship or consultancy. This means there is not any official 
scheme for assisting independent choreographers. Yet, independent choreographers 
are welcome to talk to CCDC staff and they would give advice and information if 
needed. This kind of informal advisory is found very useful among the interviewed 
young choreographers. Elaine Kwok was thankful that CCDC unconditionally passed 
her some connections, whereas Hugh Cho found the staff in CCDC were helpful in 
providing information of overseas festivals on request. Yuri Ng added CCDC not only 
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sought opportunities for young independent artists, but also created opportunities. For 
instance, CCDC would invite Hong Kong Dance Alliance to watch dance shows at its 
theatre. This act is already regarded as networking, which is not done by LCSD or 
ADC.  
 In addition, as mentioned a bit already, CCDC as a cultural ambassador gets in 
touch with a lot of arts markets all over the world. Whenever there is a chance, CCDC 
would undoubtedly invite independent artists and small sized dance companies to go 
along as well, which contributes to networking among choreographers and producers. 
On the other hand, both Beijing Dance Festival and Guangdong Festival are 
welcomed by young choreographers because, according to the interviewees, there are 
not only chances to perform, but also some pitch sessions for choreographers to 
present and explain their works to producers and curators. In other words, it is like a 
platform for both choreographers and produces to meet and greet. Victor Ma from a 
small sized dance company also appreciated what CCDC had done for young and 
independent choreographers especially in making connections. However, he said 
CCDC did not have much support for small sized companies indeed.  
 In light of the emergence of pitch sessions and arts markets, CCDC realized the 
need for choreographers to sell and promote themselves. Hence, CCDC occasionally 
holds workshops and seminars to train the choreographers how to sell and promote. 
According to Raymond Wong, such training involves presentation skills. By doing so, 
choreographers will learn to be presentable and be motivated in initiating connections 
on their own.  
 In short, CCDC aims at providing supports like a parent to the child, the young 
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choreographers, and fostering them to become grown-ups, being able to look for 
connections and survive on their own.  
 
 
4.3.3  The role of the government together with CCDC in promoting modern 
dance works in Hong Kong 
 After going through ample literature review and interviews with local 
choreographers, it is evident that the Hong Kong government and CCDC are playing a 
complimentary role for one another – the government has the hardware (e.g. funds), 
while CCDC has the software (e.g. connection). In other words, the limitations and 
difficulties of the government listed out previously can be eased and solved by 
CCDC’s plans and strategies. As Raymond Wong commented, there is a mutual trust 
between the government and CCDC because both of them understand there is 
something the government is incapable of doing but CCDC, for instance, the touring 
opportunities and the sustainability of works, which extend the market from Hong 
Kong to the Mainland. Mui Cheuk-yin even noticed CCDC had been more strategic 
and sensitive to the trend that the government has not. No wonder a majority of 
renowned modern dance choreographers were brought up and trained by CCDC but 
not any government institutions. Thus, the government is absolutely welcome 
CCDC’s projects and endeavours to coordinate with CCDC. In this sense, promoting 
arts should be bottom-up in Hong Kong, stemming from local arts groups to the 
government. This approach also allows the freedom of creativity to be sustained. In 
summary, both the government and CCDC are of equal importance in assisting local 
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young choreographers to promote their modern dance works locally and 
internationally. 
 
 
5. Conclusion and the feasibility of research and development in dance studies in 
Hong Kong  
 To conclude, the hybridity in Hong Kong identity found in modern dance works 
of the 1980s to 1990s already vanished in those of the 2000s. The young 
choreographers nowadays no longer regard affluence and freedom to consume as a 
part of the Hong Kong identity that differentiate Hongkongers and mainland Chinese. 
More noteworthy, a new form of identity has seemingly emerged after the Umbrella 
Movement. And this new element has already been found in some works of the young 
choreographers’. Perhaps, this new form of Hong Kong identity signals another 
timing for the world to spotlight Hong Kong again. Hence, choreographers should 
grab this golden opportunity to seek more touring chances so as to promote Hong 
Kong arts and culture. However, in viewing the current means of seizing these 
chances, independent choreographers and small sized dance companies in particular 
could only find ways through private networks and connections, or from flagship arts 
groups like CCDC. The government, on the other hand, does not provide or make 
connections to such precious chances. Instead, all it has is the funds and grants for 
artists to apply. As a result, the choreographers encounter tremendous difficulties in 
the processes of searching for touring chances and applying for funds and grants, due 
to the deficiency of the current cultural policies. To ease the problem, some local arts 
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troupes, especially the flagships, have taken up some responsibilities. In particular, 
CCDC has been a complimentary role of the government that provides plenty of 
touring opportunities, informal consultancy, connections, workshops and arts space to 
assist choreographers. On the other side, the government focuses on approving funds 
and grants. Hence, instead of saying CCDC taking over the government role, both 
CCDC and the government are equivalently important in contributing to the arts 
development in Hong Kong. 
 
As noted by Chin (2008), one of the reasons for the problems the choreographers 
encountered is that Hong Kong lacks research and archive to document the arts 
development. Concerning the research and development (R&D) for performing arts 
studies, however, the government does not provide much support either because of its 
production-oriented preference. It is indeed clearly stated in the guideline of the HAB 
grant that if the main objective of a proposed exchange project is to conduct teaching 
or academic exchange, the application will normally not be considered (Home Affairs 
Bureau, 2015). Thanks to Mui Cheuk-yin’s effort, ADC is about to launch the 
performing arts archive of Hong Kong. By then, records of performances and 
productions, as well as academic researches, will be stored in the archive for future 
use. Hopefully, the history of how arts developed in Hong Kong can be conserved.  
 
 Owing to the lack of academic research in dance studies in Hong Kong, this 
research just only set the beginning. For further research, it would be better to have 
quantitative analysis such as questionnaire in order to collect more sampling data 
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from a larger pool of artists before moving on to in-depth interviews with some 
significant ones drawn from the questionnaire. In addition, more research could be 
done on the new form of identity emerged from the Umbrella Movement. 
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Appendix 1 – Information of in-depth interviews 
 
Young choreographers Established choreographers 
Name Interview 
duration 
Name Interview 
duration 
1. Rebecca  
Wong Pik Kei 
40 mins 1. Yuri Ng 1 hr 
2. Elaine 
Kwok Hiu Ling 
1 hr 50 mins 2. Victor 
Ma Choi Wo 
1 hr 10 mins 
3. Cyrus 
Hui Chun Kit 
1 hr 30 mins 3. Mui Cheuk Yin 45 mins 
4. Hugh 
Cho Tak Po 
1 hr 10 mins   
Other 
Name Interview 
duration 
  
1. Raymond Wong 
(CCDC Managing 
Director) 
45 mins   
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Appendix 2 – Bibliography of the interviewed choreographers 
 
Young choreographers 
 Rebecca Wong Elaine Kwok Cyrus Hui Hugh Cho 
Background - Independent artist 
- APA graduate  
(major in contemporary dance) 
- Independent artist 
- APA graduate  
(major in modern dance) 
- Independent artist 
- APA graduate  
(major in modern dance) 
- Artistic Director of Siu Lung Fung 
Dance Theatre 小龍鳳舞蹈劇場 
- Independent artist 
- APA graduate  
(major in contemporary dance) 
- Artistic Director of 土炮舞蹈劇場 
 
Themes of works Feminine, personal, artistic Personal, solitude, objects with body Social issues, humanity, relationship Hong Kong, social issues 
Works (full-length) 
 
1. <在時間癱軟時 When Time 
Limps…> 
 
1. <獨唱 Solo> 
2. <泥廛 Of Mud and Dust> 
1. <A Double Room> 
2. <曾經發生  一些相似的事情 
Here it goes again> 
1. <莫大毛 Mr. Mok> 
2. <土炮 Made in Hong Kong> 
Touring and support <在時間癱軟時 When Time 
Limps…>: 
Beijing (Beijing Dance Festival – 
CCDC) 
Malaysia 
(ADC – Project Grant; HAB – 
Cultural Exchange Project) 
Iceland (ADC – Project Grant; HAB – 
Cultural Exchange Project) 
<獨唱 Solo>: 
Hong Kong (New Force in Motion 
Series – LCSD) 
<泥廛 Of Mud and Dust>: 
Beijing (Beijing Dance Festival – 
CCDC) 
Guangdong (Dance Alliance) 
Poland (ADC – Project Grant; HAB – 
Cultural Exchange Project) 
<A Double Room>: 
Guangdong (Guangdong Festival – 
CCDC) 
<曾經發生  一些相似的事情 Here 
it goes again>: 
Malaysia (ADC – Project Grant; HAB 
– Cultural Exchange Project) 
 
<莫大毛 Mr. Mok> 
(no touring) 
<土炮 Made in Hong Kong> 
Hong Kong (New Force in Motion 
Series – LCSD) 
Malaysia (HAB – Cultural Exchange 
Project) 
 
Established choreographers  
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 Yuri Ng Victor Ma Mui Cheuk Yin 
Background - Trained in Ballet dance 
- Exposed to Modern Dance in the 1990s 
- Choreographed for CCDC, HKDC, HK 
Ballet, HKAF and etc. 
- Artistic Director of Yat Po Singers 一
鋪清唱 
 
- Trained in CCDC in the 1980s 
- First batch of APA graduate 
- Invited to tour in Norway, Germany, 
China, South Korea, India, Poland and 
Taipei 
- Founder and Artistic Director of 
Y-Space 
 
- Trained in Chinese dance 
- Exposed to Modern Dance by CCDC, 
Zuni Icosahedron and other 
Contemporary Dance Company in the 
1980s 
- Invited to tour over more than 10 cities 
- Council Member of ADC 
Works (excerpts)  <Monotone, Journey to the West 單吊 
西遊記> 
<The Second Skirt Skirt Show更衣記> 
<Hong Kong Story 香港故事> 
<Boys’ Story 男生> 
<The Firecracker 糊塗爆竹賀新年> 
 
<None of your business 冇關係> 
<Unconscious I & II 昏迷 I及 II> 
<The Story of Island and Boat – Hong 
Kong 香港船與島的故事> 
<Air and Breath II: Phenomenon 呼吸 II 
– 現象> 
<Hong Kong History Series II – Dance 
at Walled Villages 香港歷史系列 II – 
舞在圍村> 
<Awakening in a Dream 遊園驚夢> 
<Cursive Script 狂草> 
<Forest Whisper 森林速寫> 
<As Quick as Silver 水銀瀉> 
<Eulogy 獨步> 
Support for tours - Bonus of competitions 
- Private sponsorship 
 
- ADC (Two-Year Grant) 
- HAB (Cultural Exchange Project) 
- Suitcase funds by overseas festivals 
- ADC 
- Ex-ADC (演藝發展局) 
 
